This part of study deals with the oratorios performed at the holy sepulchre (sepolcri) and focuses particularly on the transfer of certain compositions or librettos and on their potential stage performances. In the 18th century, among the most interesting, original phenomenons of this genre belonged the performances of particular sepolcri in various places and years, as well as the problematic of "traveling" librettos, which were arranged by various composers. Right now, the most unanswered questions concern the staged or semi-staged performance practise of these works. In any case, both the holy sepulchre and painted prospect, which was often placed in front of an altar, have noteworthy theatrical features. It seems that the staged and semi-staged performances were popular in some monastic communities; however, information about this kind of performing practise is oftentimes ambiguous. By all means, the abovementioned aspects should be a topic of further research.
In the first part of this study related to oratorios performed during Holy Week by the holy sepulchre (sepolcri), we considered the genre in the wide range of forms that it acquired during the 18th century, as well as its structure and language (Musicologica Brunensia, 2018, vol. 53, Supplementum, pp. 121-153) . We discussed certain aristocrats who had sepolcri composed by their composers, and especially religious orders that initiated the creation of sepolcri in many places in Austria and the Bohemian lands. Several examples have shown the types of themes that appeared in the sepolcri. This second part of the study will focus primarily on the possiblities of transferring these works, as well as on stage aspect of their performances.
Transfer
An interesting topic that deserves detailed research in the future is the transfer of specific works or librettos, especially the phenomenon of "traveling" librettos. These are librettos whose musical settings appeared in different places and in different versions, either in their original forms, in revised versions or as pasticcio, or with completely new musical settings. The identification of librettos by title is somewhat complicated by the fact that German titles often included a Latin maxim or biblical quotation. In general, two types of situations can occur with the titles. Sometimes a piece has the same or slightly different title, and it is the same or partially modified (usually shortened) version of a libretto. The sepolcro Ausgelegte schmertzliche Beweinung des angehefften Heylandes Jesu Christi, which is introduced by the text Dolorosa defletio in florenti & glorioso salutiferae crucis ligno affixi saluatoris Iesu Christi exposita, may serve as an example.
1 The work was introduced by the Capuchin order in Vienna in 1704. It was performed at the same place in 1710 with the title Bis repetita threnodia pie plangens avctorem legis. Das ist: Widerholte und ausgelegte Beweinung des angehefften Heylands Jesu Christi. 2 There is an undated libretto with only the title Schmertzliche Beweinung des angehefften Heylandes Jesu Christi from the Viennese Oratory order (in the A-Wn catalog dated back to 1725), which is a shortened version of the original libretto. 3 Finally, a piece performed in the Viennese Augustinian order in 1730 has the same title, but it is the original, unabridged version of the text from 1704. 4 Sometimes there are also situations when a completely different piece has the same or slightly different title (see below Die beschuldigte Unschuld).
One example of the re-introduction of a completely original musical work is Sant'Elena al Calvario by Antonio Caldara. Its premiere took place at the imperial court in 1731; the musical ensemble of Count Johann Adam von Questenberg introduced it in 1736 in Brno (not by the holy sepulchre, but on Palm Sunday in St. James' Parish Church), and 1 Uniquely preserved libretto in CZ-PRERa, not labeled. 29, 1994, pp. 69-89, p. 81. 7 Libretto in A-Wn, sign.1814-B.
We already discussed the complete transfer of the libretto to the sepolcro Abgesun gene Betrachtungen from Vienna to Jaroměřice, and its new musical setting by František Antonín Míča (Franz Anton Mitscha). The sepolcro Die beschuldigte Unschuld is another example of a libretto transfer. It is, however, a completely different text, written decades earlier than the sepolcro of the same title Die beschuldigte Unschuld by Anton Weidner and Georg Reutter Jr., described in the first part of this study.
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The libretto Die beschuldigte Unschuld has completely different characters and storylines. The libretto written for Archbishop Esztergom, Count Emmerich Esterházy de Galántha went from Upper Hungary to Moravia, where it was significantly shortened and set by two composers, and then it went to Prague, where its new musical setting took place three decades after the original text was written. This libretto was created by Friedrich Sebastian Syhn, who acted as an occasional literary writer and clerk (Kanzelist) for Archbishop Emmerich Esterházy de Galántha in Pressburg. 9 This was a single text divided into six short, separately performed oratorios, which were performed during Lent 1728, always after the Friday sermon, in the Archbishop's Pressburg residence. The music was written by Matthias Schenauer, who worked for Esterházy as a composer. The whole piece has 61 vocal numbers, so each Friday during Lent a piece with approx. 10 numbers was performed.
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Soon after its premiere, Count Johann Adam von Questenberg acquired the libretto. The text was considerably shortened (presumably by Jaroměřice dean Antonín Dubravius) and then set by his in-house composer František Antonín Míča, but its narrative was preserved. Míča's version consists of only one part containing 12 arias and two choruses, i.e. 14 vocal numbers. The role of Justice (Gerechtigkeit) was completely omitted, as well as the Choruses of the Vengeful (Chor deren Rachgierigen, or the Jews), making the text less dramatic. The Passion story is represented by the characters of the Judge, Prosecutor and the Saviour (der Richter, der Kläger, der beschuldigte Welt-Heyland), with the allegorical character of the Sympathetic Soul (Mitleydende Seele These facts point to a probably staged or at least semi-staged performance, as the term "Dramma" was used exclusively in association with theater or theatrical scenery. This factor will be discussed in the following subchapter.
Staged aspect of sepolcri
In conclusion, we will discuss in detail the possible staged forms of oratorios meant to be performed by the holy sepulchre. 18 In the 18th century these sepolcri were performed both without dramatic action (as a purely musical production) and -according to some scholars -partially or fully staged.
The ephemeral architecture of the holy sepulchre itself, as scenery with various biblical and allegorical characters, inscriptions, distinctive candlelight, etc., represents a distinct "theatrical" element. 19 Austrian researcher Albert Camesina thus described the holy sepulchre in the chronicle of the Viennese Discalced Augustinians in 1702:
"The holy sepulchre is a beautiful park with many fountains; in front of this park is a large fountain with two shells or bowls, where the water is divided into three parts and falls into the shells; on this water lies a red imperial apple with a golden cross, and in the middle where the water parts there is a monstrance. Male and female figures in five different states are kneeling on each side of this fountain, holding golden bowls from which one can drink; there are also five white lambs next to these figures, who rushed to these springs, some drinking from the lowest places. The title of this concept is literally written on the facade plate: With joy you will draw water from the wells of salvation, Isaiah 12, 3."
Similarly as in the theater, a painted backdrop was often placed in the churches, usually situated in front of the altar, while the holy sepulchre was often situated in the side chapels of the church. As is well known, some scenery designs by Giuseppe Galli Bibiena created for these purposes have been preserved. 21 Matters of period performing practice relate largely to the specific form of staging during performance of oratorios by the holy sepulchre, but this has so far not been researched. Unfortunately the lack of sources will make it nearly impossible to answer this satisfactorily. Even archival research carried out by Jiří Sehnal in the Augustinian Canon order in Šternberk/Sternberg did not reveal anything further about practical performing matters, although it did reveal the hitherto unknown performance of sepolcri in the local Church of the Holy Trinity from 1731 to 1770 (with only a few exceptions). 22 If we knew where the musicians and especially the singers were placed during the performance, we could more reliably determine what a semi-staged performance looked like, as mentioned by many musicologists, specifically Winton Dean, as well as Robert Haas, Howard Smither, Thomas Hochradner, 23 and Michael Talbot. 24 If the singers stood in front of the holy sepulchre or a backdrop, they could truly perform in stylized costumes and sing with the use of a few gestures that were inherently associated with Baroque theater (including musical theater). Even the relatively well-researched sources from the Moravian Jaroměřice church of Count von Questenberg have not yet provided a clear answer to this question. There is a mention of a staged performance of 21 Not only for the imperial court, but also for Servites in 1738. I would like to thank Andrea SommerMathis for this information. In the previous period, the most significant author of sepolcri scenery designs was imperial court architect and stage designer Ludovico Ottavio Burnacini. 24 Talbot reports differences at the imperial court, especially between Leopoldine and Josephinian sepolcri. He records a certain similarity between sepolcri and the common oratorio in the sense that dramaturgy and poetic language are "arcaded", the plots are simplified, the number of characters is decreased and a two-part structure is introduced. He states that the characteristic costumes and sophisticated backdrops forming a scenic background remained. Finally, he states that thanks to these changes, the term "oratorio di sepolcro" was preferred for sepolcri ("Nella sua forma originale, il sepolcro si distingueva per il fatto di non essere diviso nelle due parti usuali, come invece avveniva negli altri oratori eseguiti in gran numero presso la corte viennese durante la Qua resima, e per essere eseguito in maniera semiscenica. Durante il regno di Giuseppe (1705 Giuseppe ( -1711 36 Performed on Good Friday at 2 o'clock in the afternoon, the piece is labeled as a sung poem (Sing-Gedicht) that was performed at an ephemeral mourning architecture ("Bey einem dieses Geheimnuß vorstellenden TrauerGerüst entworffen"). The title page is followed by an "Entwurf", which represents a kind of introduction to a situation (similar to the Argomento in opera); in its conclusion, it states that the piece is intended "to be a stimulating example worthy of following at our mourning scene". 37 The allegorical characters that appear in the sepolcro are the Almighty Mercy of the Father (die allmögende Barmherzigkeit des Vaters), the Endless Love of the Son (die unermessene Liebe des Sohns), the Soul Shrouded by Everlasting Extinction (die den ewigen Untergang drohende Gefangenschaft der Seelen) and the So Wonderfully Achieved Liberation (die so wunderbar geschehene Befreyung). It is a two-part work, with the first part consisting of 4 sections and the second of 7 sections, for a total of 11 sung numbers. The beginning of the second part presents a text that is not a quotation of the Bible. It is rather a description of the scene which presents a choice of scenical proposal in which God Decision says, like the word of the Father was said before, that according to hereditary guilt, he will redeem the world with a disgraceful death on the cross. 38 The second part of the piece is introduced by a text: "[...] it presents [a scene] for a field expedition to Golgotha of immense divine love, with which human eligibility for heaven has opposed the prison of hell, but has decided to exclude the fallen angels from its fruit."
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The terms SingGedicht and dramatic performance ("drammatisch vorgestellet") also appear in the oratorio performed by the holy sepulchre in Prague's Loreto church in 1760. 41 However, the main charac ters and plot are different in Taubner's piece. Shulamit appears as a parable of the Christian Soul in the image of Gideon. The character of Shulamit created a connections for verbal and moral comprehension. 42 The other characters are Gideon, leader of the Israelites, armiger Phara, and the two Midian soldiers Apomassar and Thessalon. The choruses represent two quarreling nations, the Midians and the Israelites.
The piece contains 12 vocal numbers, but its form is very atypical. According to ancient teachings of rhetoric, the introduction is called the Syncrisis, and is quite an extensive text. This is followed by a certain prologue (Vorspiel), which presents a Lamento (long recitative and aria), "failing Shulamit" (die verzagte Sulamit). This prologue is followed by another text introducing listeners to the story (Inhalt des SingGedichtes), which is followed in turn by the beginning of the first part. This is introduced by a text that clearly alludes to a staged performance, i.e. a description of a scene (ascent-Auftritt): on one side, the scene includes a backdrop of Mount Ephraim, 43 44 This is followed by a biblical quotation ("Grundsatz"), and then the actual text of the piece starts. The first part contains only two arias, and is followed by the first interlude, in which Shulamit is summoning her courage. The second part offers another description: the scene depicts a huge camp of Midians, Amalekites and all allies from the East, of whom some sleep and others guard patrols by their fires at midnight. 45 The second part also contains only two arias. In the second interlude, the monologue is led by the now bold Shulamit (Die getröste Sulamit, again a recitative and aria). Then comes the third part. 46 It is accompanied by continuous music, with alternating recitatives -probably accompanied by an orchestra -and choruses; the conclusion of this part is a duet with Gideon and Phara. The last interlude of the triumphant Shulamit follows, and then the final chorus, entitled Gideon's Gratitude (Der Danckbarkeit Gedeonis). It ends with these words: "Gott der hat heunt durch ein Brod Israël befreit von Tod welchs täglich von Himmel fallt." The author therefore didn't even try to create a parable of Jesus' death and resurrection. It is indisputable that this work, in its structure, description of scenes, and even its story, evokes opera, and it departs from the contemplative compositions reminiscent of Christ's sufferings that were characteristic of this genre. However, not even this piece can be clearly considered a theatrical rendition, because the battles that the libretto describes were inappropriate for staged rendering in a church. It is therefore not yet possible to give a clear answer concerning the semi-staged or staged performance of sepolcri in various locations based on the source samples studied so far.
The present study is a general introduction to oratorios performed by the holy sepulchre during Holy Week. It is an overview that points to the wide range of forms of these pieces, as well as to individual questions that need to be examined in more detail in the future. Specific examples from different areas were demonstrated to point to the multiplicity of this issue.
47 Many questions will be answered only by more detailed research. 
